Neither shall there be any remembrance of things that are to come with those that shall come after."
The Instruction of Ptah-Hotep and The Instruction ofKe'Gemni, The
Oldest Books in the World Anonymous HISTORICAL CONTEXT (Jacq, 2004) Clay has been an important medium of expression throughout the history of humankind. The earliest pottery and other clay forms, such as tablets and stele, record the artistic values and aesthetic standards of the cultures for which they speak. Pottery has been created and used for a multitude of reasons, including communication, storage, and personal use. Stories inscribed in clay from cultures that had no writing systems have taught lessons of heroes and villains, lovers and enemies, war and peace to their contemporary societies as well as to modem readers, scholars, and students. Throughout history clay and clay products have served to honor gods and royalty as well as used by mankind for our most basic needs. We humans have, for millennia, created useful objects from clay that was dug by those same human hands. That connection to the earth is shared by many in the practice of functional pottery.
There is little argument that clay is an important medium in our everyday world of humans. The very omnipresence of functional pottery has driven clay artists to be concerned, not only with the technical aspects of form and function, but also with its purely aesthetic considerations of design. The ancient art of expression in clay has influenced the design of form and the decoration, applied or incised, of those forms generation after generation, and it is intrinsically important to further exploration into the art and craft of clay.
We create, today, in the same basic ways of our ancestors. We create bowls and drinking vessels, storage containers and cooking vessels, just like those from the past; but we speak from our own time. A bowl is, after all, a bowl. There is nothing new under the spectrum of sameness. But it is that variety of sameness over the history of ceramics that makes the craft so exciting and endless.
There is much information on the traditional techniques and aesthetic desirability of pottery produced by cultures globally. From the ancient tea ceremony vessels of the East, to the fine dinnerware that graced the tables of nobility in Europe and on to the sturdy functional wares of early Americans, clay artists have traditionally gravitated to the discipline that "fits" the individual craftsman.
From a technical and aesthetic view, finding that fit is crucial. The clay artist, by creating from a lump of earth, must be a part of the work to create the work. The hands are the most important tool in the plethora of mechanical tools. The hands wedge, center and throw clay. The hands form the vessel using tactile sensations. First, fingers feel the grog of a stoneware clay body or the velvet creaminess of porcelain. Pressure is applied and eased away as the form begins to leave the face of the potter's wheel. Then
more focused pressure between the tips of the fmgers, inside and outside of a wall, while pulling upward and assisting the form to emerge. This is where the artist must find the discipline which fascinates, influences and becomes a part of him.
The importance of tactility in crafting clay objects is observed by Philip Rawson in his book, Ceramics. Rawson notes that" ... many of the other artifacts by which we are surrounded are made from materials, which by their surfaces, communicate virtually nothing to the sense of touch. Even our kitchens are lines with that ultimate in touch repellant surface, Formica" (Rawson, 1971 Pottery, that "vessels generally are the universal feminine symbol, the womb of the Great Mother, shelter, protection, preservation, nourishment and fertility, bowls represent giving or offering and fertility" (Hopper, 1986) . My intent is to fortify the feminine with my vision of the feminine found in our Mother Earth; Hopper includes in his focus on the feminine "Lidded forms, covered jars, boxes, urns or bottles represent the feminine principle of containing, enclosure, or the womb" (Hopper, 1986) . We have observed these forms as feminine throughout history in the sacred objects, jewels and the mementos which are held precious by their owners.
Mingei, or "folk ware," was given this title by the Japanese author of The Unknown Craftsman in 1926 to refer to common crafts that were pushed aside and unnoticed by the industrial revolution. Soetsu led a movement to acknowledge and embrace the philosophy of the handcrafter (Leach, 1972 Although still throwing on the wheel, Todd (Richard Bums) encouraged me to venture into unrestrained textural applications. He encouraged me to explore cutting and distorting and applying wads of half liquid slip then to scrape it off. I had crossed a line that I had drawn between function and "art." What I discovered is that there is no line.
Thinking The excess slip was initially scraped with a plastic rib then finished with a green "scrubbie." I found, through process, that finishing the removal of the excess slip with the common green scrubbie allowed my clay body to be smooth and pleasing to the touch. Adamson, "Much attention has been focused on the analysis of the content of art making --its end images--but there has been little attention focused on the significance of the means ... I believe there are 'forms' to be found within the activity of making as much as within the end products. These are forms of behavior aimed at testing the limits and possibilities involved in that particular interaction between one's actions and the materials of the environment" (Glenn, 2007) . I remember a quote attributed to Michelangelo about the statue already existing within the stone; I found the same excitement in scraping and cutting away slip from a bowl to expose the inner aspects of the earth.
The newer forms I created are experiments in fluidity. Clay can be very rigid but that rigidity can be visually fluid. The folding allows the eye and hand to realize the movement of line in a rigid medium. The salt glaze finish allows the folded pieces to remain a part of the earth from whence they came.
These artifacts represent my exploration of clay. The initial thoughts of the bowl were of the feminine and they still are. I have learned that the initial quote of Ptah Ho-Tep, "There is nothing new under the sun" remains true. A bowl is a bowl.
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